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new effects, new climaxes, and modify existing forms, 
thanks to Wagner's genius for making us think 
furiously of the music that is being played at 
the moment. Of course the Symphony would have 
evolved further if even Wagner had not been born, 
but he hastened its perfection by many years. He 
made the bricks for other men to build with. One 
cannot remember the insistent rhythmic thuds in the 
fifth and ninth Symphonies of Beethoven without 
thinking that music had here just about as much rhythm 
as it could well contain. It was certainly saturated. 
\Vhat was required was a composer who would broaden 
the texture of music. This genius materialised in 
Wagner. That such a man should be born at such a 
time was in itself astounding ; and the bitter struggle 
he had with musical critics arose no doubt to a large 
extent from the fact that he was a unit striving to 
turn the tide. That he conquered was after all as 
much due to the laws of action and reaction as to his 
own heroic efforts. Certainly, if no musician had such 
vindictive opponents, it is true that none has had 
such devoted and loyal supporters. 

It was a favourite cry of the anti-Wagnerians that 
Wagner's music was degenerate, and we must 
grudgingly admit that to their mid-Victorian minds it 
would appear as if there were some little ground for 
their assertions. But it is surely preferable to have 
an interesting neuropath than a healthy dullard, and 
if these people had but looked a little more 
circumspectly into his art, they would have discovered 
that the heavy, sluggish rhythms were amply 
compensated for in other ways. 

Physically Wagner was certainly a nervous 
degenerate of the Tolstoy or Oscar Wilde type, as 
his last illnesses would seem to testify. But this is 
no detriment to his art, for if Nature denies to her 
degenerates the grace of a healthy manhood, she 
certainly gives them abnormal brains. 

OTTO JAHN. 

BY JEFFREY PULVER. 
It is curious and, perhaps instructive to notice how 

frequently the study of the other arts and sciences 
preceded or synchronised with that of musical history, 
bibliography, and criticism in so many of the great 
musical writers. At the moment of writing there come 
to my mind the names of the historian Ambrose, 
Doctor of Laws and Crown Advocate; of Sir John 
Hawkins, the lawyer; of Ludwig von K6chel, the 
jurisprudent, botanist, and mineralogist: practice at 
law seems to have been the vocation of many of those 
to whom music owes a very great debt. And to this 
list of lawyers and pedagogues we must add the name 
of a man whose work merits comparison not only with 
that of the greatest of musical biographers, but also 
with the finest examples of general literature--the 
writer whose 'Life of Mozart' stands unsurpassed in 
its historical accuracy and completeness,-a point it 
has in common with Spitta's 'Bach,'-and unequalled 
in its literary excellence: that name belongs to 
Otto Jahn. 

Born at Kiel on June 16, 1813, Otto Jahn began his 
studies in his native place, building upon the foundation 
of learning laid there by courses at Leipsic and Berlin. 
Trained for archaeology, and having taken his degree 
in 1831, he undertook journeys to Denmark, France, 
Switzerland, and Italy for study and research between 
1836 and 1839. His first appointment was that of 
Professor in Philology at Kiel, obtained immediately 
after his return from Italy in 1839. Promotion soon 
followed, and he migrated to Greifswald (1842) to fill 
the Chair of Archaeology there as Professor- 
Extraordinary. In 1845 his duties were added to 

and the title 'Ordentlicher Professor' conferred. 
Greifswald could certainly not hope to hold for long 
a man of such learning and potentialities, and a call to 
Leipsic in a like capacity followed in 1847. To the 
Professorship of Archaeology the Directorate of the 
Archaeological Museum at Leipsic was added, and these 
two offices he held until, during the strenuous times 
that began with the Revolution at Berlin, in 1848, his 
political views brought about his dismissal in 1851. 
This, however, did not prevent him from obtaining the 
direction of the University Art Museum, and that of 
the Philological Seminary at Bonn four years later. 
A call to Berlin in 1867 terminated his activity at 
Beethoven's birthplace; after a prolonged illness 
he died at G6ttingen on September 9, 1869. 

His literary activity, quite apart from his musical 
work, was enormous, and the catalogue of the British 
Museum contains over eighty entries referring to 
works dealing with the classics, philology, and 
archaeology. But even if we consider none but 
those of his writings that are of interest to musicians, 
we shall be forced to the conclusion that these alone 
would amply fill the time of any ordinary worker ; and 
going into the details of his musical researches, it is 
very easy to forget that he had many calls upon his 
time that emanated from any but musical sources. 

His greatest and by far best-known musical work is, 
of course, the 'Life of Mozart.' Returning from the 
obsequies attending the removal of Mendelssohn's 
body from Leipsic to Berlin, on the afternoon of 
November 7, 1847, a conversation with his friend, 
Professor Gustav Hartenstein, first gave him the idea 
of collecting the necessary material for so epoch- 
making a work. How enthusiastically and how 
thoroughly he did this only the careful student of his 
last edition of 'W. A. Mozart' can know. The first 
volume was published by Breitkopf & Hdirtel in 1856, 
and contained the dedication to Hartenstein that 
gives us the information concerning the work's 
inception. The second volume appeared in the same 
year, and the third and fourth in 1858 and 1859 
respectively. As a musical biography, it was the first 
to be treated on the system of comparative criticism, 
and as such it became the model for nearly all the 
works of a similar nature that followed. Combining a 
great capacity for systematic and scientific research 
with unusual perspicacity, Otto Jahn's account of 
Mozart's life is in itself no less valuable because of 
its completeness and accuracy, than is the history of 
the state of music during the period that preceded 
Mozart's advent by reason of the scholarly analysis 
that stamps this part of the great work as a unique 
example of musical literature. The great knowledge 
of his subject that Jahn possessed might seem likely 
to produce a work in which the portrait of the 
composer would be completely hidden under a mass 
of technical detail; but the very reverse is the case. 
The most vivid impression that is left after laying aside 
Jahn's work is one of a great musician living and 
working in his own natural environment, and thus the 
feature that has caused more than one of Jahn's critics 
to regret the over-abundance of detail extraneous to 
purely musical history is the very one that gives life 
and colour to the biographer's word-picture. Boswell, 
writing the 'Life of Dr. Johnson,' said: 'I remain 
firm and confident in my opinion that minute 
particulars are frequently characteristic when they 
relate to a distinguished man'; and just as those 
particulars make the portrait of Johnson stand out 
in bold relief from the mass of dates and figures, so 
do Jahn's anecdotes relating to Mozart's private life 
throw sidelights upon the composer's activity and, by 
illuminating the scene in which he worked, show 
us the environment and atmosphere in which his 
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incomparable creations were conceived. And quite 
apart from its value to the musical historian, Jahn's 
work can make yet another claim upon the attention 
of the reading world: as a piece of writing pure and 
simple, the 'Life of Mozart' stands-the philologer 
Ritschl agrees-as one of the greatest literary 
achievements of the century. 

But, as Calderon says, he who has never seen the 
sun thinks the moon bright, and if Jahn had not 
re-written his ' Life of Mozart' for the second edition, 
the first would have remained the shining light of 
musical journalism. As it was, he soon discovered 
that even his untiring industry had left trifles over- 
looked, and it was on that account that he wrote 
to Hartenstein in the Preface to the second 
'completely re-constructed' edition, dated March 6, 
1867, that he was delighted with the prospect of 
revising the entire work and of improving it by the 
addition of his since acquired material. Three points 
are worthy of notice in the Preface to the edition of 
1867 (two volumes): the first is the intimation that the 
errors which had crept into the first edition had been 
corrected ; the second is the information that Mozart's 
entire correspondence had given its substance to the 
amplification of the work; and the third point is an 
acknowledgment of the great assistance that K6chel's 
Catalogue, published in 1862, had been to the author. 
Jahn had, indeed, been going about with the idea of 
such a Thematic Catalogue, and would have commenced 
work upon it had he not learned that K6chel was at 
that moment engaged in collecting his material. 
Jahn thereupon, with true magnanimity, ceded all the 
information he possessed, and which was pertinent, to 
K6chel, with the result that the former could publish 
his second edition of 'W. A. Mozart' without the 
Catalogue, and state that a reference to K6chel 
would, in most cases, be sufficient to corroborate 
his statements. The friendship that existed between 
Mozart's biographer and his bibliographer was 
naturally of great service to the works of both, and 
we constantly find the one acknowledging the aid 
given by the other. It is therefore not surprising to 
find the 'Mozart Verzeichniss' dedicated to Jahn ; nor 
are we astonished when K6chel says that it was only 
with difficulty that he gleaned some few new facts 
missed by Jahn, and he frankly admits wishing that 
the archaeologist's study had been less complete, 
so that he (K6chel) might have had the pleasure of 
discovering more himself. But it is with the true 
spirit of friendship, dignified by respect, that K6chel 
says : 'What name could better adorn the introduction 
to these pages [the Catalogue] than that of the man 
whose unsurpassed works on the immortal tone-poet 
this book is intended to supplement.' 

The third 'edition of 'W. A. Mozart' appeared- 
vol. i. in 1889, vol. ii. in 1891-edited and 
furnished with some slight corrections and additions 
by Hermann Deiters. One of these additions is an 
interesting pointer to Scheurleer's work, 'Mozart's 
Verblijf in Nederland' (The Hague, 1883), for extracts 
from which he is to be thanked. A reprint of the third 
edition followed in 1905-7. 

This invaluable work was translated into English 
by Pauline D. Townsend, and published by Novello, 
Ewer & Co. in 1882. The Preface, written by 
Grove (February 23, 1882), gives a risum4 of the 
author's sources, and draws attention to Jahn's 
predecessor in this field. With pardonable pride he 
mentions the fact that 'the first real attempt at a 
biography of a composer that should interest all 
classes was the work of an Englishman'-Edward 
Holmes (1845). But although both Grove and Jahn 
esteemed this early work very highly, the former is 
bound to concede that 'Jahn himself enjoyed higher 

advantages for his task than Holmes had done.' In 
one respect the English edition was rendered more 
valuable than the German editions were, and that was 
by the addition of a complete index. The fault of more 
than a few works of reference is the inaccessibility of 
their contents, and this fault was corrected by Pauline 
Townsend. A reprint followed in 1891. 

Jahn contemplated similar works on Haydn and 
Beethoven, and indeed it was chiefly while prosecuting 
his researches to these ends that he found much 
that was useful to him in the work on Mozart. Death 
unfortunately prevented the execution of these plans, 
to the everlasting regret of the musical historian. The 
collected material, however, was handed over to men 
who used it to the best advantage, and C. F. 
Pohl's ' Haydn' and A. W. Thayer's 'Beethoven' are 
based upon what Jahn left to them. Pohl, it may be 
mentioned, was especially named by Jahn for the task. 

Three essays particularly rich in bibliographical and 
biographical matter connected with Beethoven were 
written by Jahn : 'Leonore oder Fidelio?' prepared 
for the Algemeine Musik-Zeitun?g (1863, pp. 381 et seq.), 
dealing chiefly with the name that Beethoven gave to 
his only opera, and following the work through all 
its early performances, describes the various names 
given to it by different programme-makers; then follows 
a critical history of the opera. The second of the 
Beethoven essays was also published in the Allgemeine 
(1863, pp. 293 et seq.), and is called 'Beethoven im 
Malkasten' (Beethoven in the Paint-box). It owes its 
origin to an article in the Kdi'zisc/ze Zeitung, which 
describes a performance given by the ' Malkasten' * 
in which the 'Pastoral Symphony' was illustrated by 
'a series of movable living pictures, which showed the 
situations of the Symphony by pantomimic and 
pictorial means.' Jahn goes into the details of the 
advisability and utility (or otherwise) of such a 
procedure, and shows here, perhaps better than 
anywhere else, how impartial, broad-minded, and 
sympathetic a critic he could be. The third essay 
appeared in the Grenzboten (1864, pp. 271 et seq., 
296 et seq., and 341 et seq.), and is a long 
article on 'Beethoven und die Ausgaben seiner 
Werke' (Beethoven and the editions of his works), 
a valuable essay dealing with the bibliography 
of Beethoven, and one that is in itself a lesson 
in the art of history-writing by the 'philological 
criticism' method. I have cited these three studies 
in the order in which they are given in the 
volume of collected essays--'Gesammelte Aufsatze 
uiber Musik von Otto Jahn' (Breitkopf& Hirtel, 1867). 
To facilitate reference, I shall name the remaining 
essays as they succeed each other in this work. The 
first is an obituary article reprinted from the Kieler 
Wockenblatt (1841)-' Erinnerung an Georg Christian 
Apel,'-giving an account of the life and work of an 
(according to Jahn) excellent organist and composer 
of church music. The essay gives us some idea of 
Jahn's own tastes in music; for we may consider it 
established that what he praises in others is what he 
approves himself, and what he condemns is surely a 
fault of which he would not himself be guilty: admiring 
a healthy, virile tone in music, Jahn abhorred 
artificiality and striving after effect, disliking too great 
austerity as much as licence in the opposite direction. 
The second essay deals with Mendelssohn's ' St. Paul,' 
and is reprinted from Jahn's 'Ueber F. Mendelssohn 
Bartholdy's Oratorium Paulus,' which appeared as a 
'Gelegenheitsschrift' (A writing for a particular 
occasion) in 1842 (Kiel). As an introduction to the 
subject treated, the author goes through a comparative 
history of the oratorio and the methods employed in 
this form of composition by the greatest composers of 

* The name of a Dilsseldorf Artists' Association. 
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sacred music. Then follows a detailed account of 
Mendelssohn's work, and a more valuable analytical 
study of it could scarcely be imagined or wished for. 
Admittedly written to serve as explanatory guide to 
the performance of the oratorio in Kiel, this 
brochure is again the reflection of Jahn's own taste. 
He criticises comparatively the treatment of the 
subject, and praises the dramatic intensity of the work 
and the fitness of the music to the sense of the words. 
Very similar in treatment to this last-named essay 
was the one, 'Ueber Felix Mendelssohn Bartholdy's 
Oratorium Elias' ('Elijah '), written for theAllgemeine 
Musik-Zeitung (1848, pp. I113 et seq., and 137 et seq.). 
Jahn shows in his very opening words that he was a 
true admirer of Mendelssohn. Comparing 'Elijah' 
with' St. Paul,' he says: "'St. Paul," by its interpreta- 
tion and treatment, marked a decided advance in 
sacred music, and greatly influenced similar endeavours 
of our own times. Those who expect that "Elijah" 
should open yet another new region will be dis- 
appointed. Indeed, we are not justified in expecting 
it. But if we ask whether we see the master continuing 
in fresh and healthy vigour, with the same fine sense 
of the noble and the true, I can reply with a decided 
"Yes." When I review this oratorio in its entirety, I 
cannot find any sign of deterioration.' Yet he sees 
weaknesses in the Mendelssohnian armour, and 
expresses himself in the words 'gewahren wir .... 
allerdings auch die Schwichen seiner Manier' (we 
perceive the weaknesses of his style). Here, as in the 
other essays, there is much that belongs to the realms 
of musical history and aesthetics. The question as to 
whether an oratorio can be truly dramatic is gone 
into, and answered in the negative : ' The oratorio is 
not capable of a truly dramatic development. What 
one generally designates as dramatic representation is 
not that at all in the real sense of the words, but 
rather only characteristic representation.' Jahn, in 
spite of the fact that he 'found no deterioration' in 
'Elijah,' is nevertheless far severer in his criticism 
than he was in the case of 'St. Paul' ; and upon the 
aesthetic points on which he differed from the composer 
'he sought to justify his divergent opinion.' 

Two essays of a polemical nature on Wagner's 
'Tannhaiuser' and 'Lohengrin' appeared in the 
Grenzboten (1853, I., pp. 327 et seq., and 1854, I., 
pp. 81 et seq. respectively). The first is a rather severe 
criticism of the poetry and the music, and their fitness 
to one another. To an extent the review is just, and 
Jahn, although very decided where literary purity 
is concerned, could be candid, unbiassed, and 
sympathetic. The 'Tannhiuser' essay is, in the first 
place, a psychological study of the hero; his moods 
and motives are discussed, and the appropriateness 
of the music used to convey these to the audience 
questioned. In the very long article on 'Lohengrin' 
Jahn is still more emphatically critical of the 
Wagnerian methods; but however much we may 
disagree with his views on Wagner's works to-day, we 
are forced to admire the purity of his artistic outlook 
and admit the truth of much that he says. Similarly 
controversial are the two essays contained in the 
Grenzboten for 1853 (IV., pp. 121 et seq., and IV., 
pp. 481 etseg.), entitled respectively 'Die Verdammniss 
des Faust von Hector Berlioz,' and 'Hector Berlioz 
in Leipzig.' What Jahn thought of Berlioz and his 
music is unmistakably shown in the sentences that 
open the later article: '"When I hear music by 
Mozart," says Hector Berlioz in the Journal des 
Debats, "I am obsessed by a little nightmare, and 
when I hear music by Haydn, I am always worried 
by a big nightmare." The indisposition felt by the 
hearers of the music of Berlioz has not yet received a 
name, but it cannot fail to put in an appearance.' 

There are, in truth, moments in Berlioz that Jahn can 
find it possible to admire, but taken as a whole the 
paragraph quoted gives the right key to the impression 
that the Berlioz music left on the worshipper of Mozart 
and Haydn. 

Two fine accounts of the thirty-third and thirty- 
fourth Lower Rhine Musical Festivals were printed in 
the Grenzboten for 1855 (III., pp. I et seq.) and 1856 
(II., pp. 481 el seq.), the former containing a very 
eulogistic account of the vocal art of Jenny 
Goldschmidt-Lind. A short article used in the 
Allgemeine (1863, pp. 171 et seq.), entitled 'Mozart- 
Paralipomenon,' completes the collection of essays 
published by Breitkopf & Hartel in 1867. As its 
name suggests, this article deals with a matter 
generally overlooked-the experiences of Mozart and 
his pupil Frau Hofdemel, the details of which were 
communicated to Jahn by his friend Carl Czerny, 
who, by the way, afforded the former much assistance 
in the collection of the Beethoven data. 

Jahn's activity as a musical editor was confined to 
the publication of a version for the pianoforte of 
'Fidelio.' As a composer he is seen in thirty-two 
genial songs which were published by Breitkopf & 
Hartel. The true spirit of artistry that pervades these 
compositions shows how thorough a musician he was, 
and how well adapted to judge the music of others. 
It is a thousand pities that such a man should have 
died at the comparatively early age of fifty-six, leaving 
the musical world the poorer by the works he had 
contemplated, and which he was prevented by death 
from completing. 

THEATRE MUSIC AND MUSICIANS. 
A tour of the theatres in that part of London known 

as the 'West End,' for the sole purpose of hearing the 
orchestras in the various establishments, would be 
found to be a very interesting occupation for the many 
musical people who believe that the theatre orchestra 
is a 'scratch' affair, and that the music played is of 
a 'cheap ' type. 

Very few theatres possess no orchestra, but there are 
two at the present time-the Kingsway and the Savoy. 
Mr. Granville Barker controls both of these 'houses,' 
and this brilliant man seems to have an objection to a 
band of music in the house of drama. Probably he 
thinks it foolish to spend money upon an orchestra 
that ninety per cent. of the audience do not appreciate 
-or, rather, show their appreciation by keeping up a 
continuous chattering during the whole time the music 
is being played. It is most deplorable that even in 
these days playgoers do not listen to the enti'acte 
music-which, more often than not, is quite good. 
However, it is to be hoped that one day the patrons 
of our theatres will realise that the orchestra is 
employed to play for their benefit and enjoyment. 

At the theatres where musical comedy is the 
attraction, the band is, of course, part of the 'show' 
itself, and beyond saying that the orchestras as found 
at Daly's, the Gaiety, and the like houses are 
excellent, it is not proposed to dwell longer upon this 
particular class of band or music, as it is the orchestra 
and music, in the theatre where both are regarded as 
a ' side line,' that are to be dealt with here. 

The orchestra at His Majesty's easily takes the 
first place among any of those of our theatres. This 
large combination is most ably conducted by 
Mr. Adolph Schmid, a very talented musician. 
Music always plays an important part in all of 
Sir Herbert Tree's magnificent productions, and 
many native composers have been commissioned 
at various times to write incidental music of quite 
a pretentious nature to plays presented at this 
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